
































































































1886, here irregular, rough brushstrokes can be already seen on the
group of sheep outside the fence and around the figures shearing sheep,
all of which are traces of his efforts to express light. On the other hand,
the forms and composition have been simplified, with a geometric
stability in the composition formed by the verticals of the sheep barn
pillars and such horizontal elements as the fence surrounding the
sheep, the swelling lines of the eaves of the sheep barn, and the horizon
line that stretches into the distance. The details of humans and sheep
have been simplified, and regardless of the fact that this is supposed to
be a depiction of the activity of sheep shearing, both humans and sheep
are in still, stable poses. The horizontal composition, stretching from
foreground to middle ground and distance appears as if it had been
shot with a wide-angle lens. This compositional choice was developed
in Segantini's late period large-scale works, and also links this work to
the decorative paintings created at the same time in Europe.
  During the Savognino period he created an oil painting titled by the
artist Contrast of Light (Brussels, Musees Royaux des Beaux-Arts de
Belgique, fig.). While the Sheepshearing work had already left his studio,
he borrowed it back to use as reference during his creation of Contrast
ofLight. The two works share the division of foreground and
background by the sheep barn, the contrast between the clear
separation of dark sheep barn with light-filled farm village scene and the
palette tones. Further, the two sheep seen in Contrast ofLight are shown
immediately after having been shorn, further cementing the connection
between the two works. In addition, in Contrast ofLight the composition
is more simplified, with the horizontal line of the sheep barn fence
emphasized and the focus placed firmly more on the contrast between '
light and shadow. These two works thus reveal one of the directions of
Segantini"s arts, as they moved from the Brianza period to the Savognino
period with a simplification of expression.
  Segantini has frequently been compared to Millet in terms of his use
of the simple lives of farm villagers as his subject matter, his still,
simplified forms, and his compositions. Indeed, Millet, Corot, and other
Barbizon school French painters from the 1830s onward greatly
influenced the young painters in Milan at the time, and thus it can be
surmised that Segantini was similarly influenced. However, Segantini
himself, with the exception of several prints introduced to him by
Grubicy, did not have a chance to actually see Millet's oil paintings in
person, and thus the influence from Millet's works must have been
limited at best.
  This work was purchased by Kojiro Matsukata from the collection of
the Grondona family of Milanese industrialists, and brought by
Matsukata to Japan. In 1928 it was displayed at the Tokyo Prefectural Art
Museum, and in 1934 purchased by a private collector from an auction
exhibition. The painting remained in that private collection until it was
purchased by the NMWA. In the novel Machiko, written by Yaeko
Nogami and published in 1931, the heroine of the story remarks about
seeing this work when she went to see the Tokyo Prefectural Art
Museum exhibition. (Mina Oya)
Note:
1) Annie-Paule Quinsac, Segantini, Catalogo generale, Editoriale Electa,
   1982, p.274,
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